note that the array of copied goods includes items ranging from pharmaceuticals to aircraft parts. 2 Copying is thus often viewed as problematic, whether in the form of the capture of ideas or the unauthorized physical replication of consumer goods.
More measured responses to the phenomenon of copying, however, can be found in scholarship that takes into account the dynamic relationship between innovation and replication. In some cases replication is viewed as a culturally sound form of independent creation. 3 In other cases, replication and repetition are deliberately employed as a powerful visual trope that serves to reinforce ideology. Zainab Bahrani, for example, observes that in ancient times the architectural embellishment in large public buildings resulted from "the sculptor's understanding of the powerful forms of visual repetition."
4 She further notes the way in which political leaders used replication and repetition as a means of emphasizing their authority, a strategy of imposed aesthetics seen in the palaces of ancient Mesopotamia, the cities of the Roman Mediterranean, and among the theaterlike public spaces of the Inka realm. 5 Legitimacy and control expressed through the authenticity of duplication extend to other technologies of the state as well, such as coinage, stamps, seals, and other tokens of authority.
Political authorities' use of copies built upon the fact that the human capacity to recognize the effects of duplication long predated the emergence of the state. In the history of crafting, the first distinctive artifacts are Acheulian handaxes, which are bifacial leaf-shaped stone tools found in Africa, Europe, the Arabian peninsula, and the Indian subcontinent and date to about 1.65 million years ago. 6 The same shape was manufactured for more than a million years, with a remarkable fidelity of form. Subsequent stone tool manufacture consisted of a proliferation of smaller objects such as spear points and arrowheads that similarly were made according to recognizable protocols of form and distributed over large areas. Copying also was part of the first development of representational "art" starting approximately 40,000 years ago, as seen in the famous cave paintings of Europe as well as in the earliest rock art of sub-Saharan Africa, Australia, and the Indian subcontinent ( fig. 1 ). In the past 15,000-20,000 years, people living in settlements engaged in an explosion of craft-making of both utilitarian and nonutilitarian objects, resulting in widespread styles with distinctive attributes in both synchronic and diachronic terms. Archaeologists have identified imitative styles in an assortment of everyday items, ranging from pottery vessels and agricultural tools to beads, textiles, and house forms, to funerary arrangements and ritual structures.
A broader perspective on copying that engages with the cognitive effects and aesthetic desirability of sameness enables a critical exploration of the interdependence of duplicative artisanry and end-user adoption. Crafts-makers of all kinds, from basket weavers and hairdressers to chefs and carpenters, make their handiwork recognizable through their reference to a repertoire of known and familiar entities. And even the most "inventive" arts make use of prior designs as the basis for new creations in painting, sculpture, poetry, dance, and music. Copying is a fundamental component of consumption as well, providing the framework for the quotidian use of clothing, accoutrements, and household goods. Individuals take up and utilize items in recognition of prevailing styles through which they communicate to others their age, gender, ethnicity, socioeconomic status, and individual identity. For both producers and consumers, new items "play on recognizability" through their approximation to alreadyexisting forms and styles, enabling people to correctly utilize a material object or interpret a symbol. 7 Social theorists have addressed the world in which we live today as one in which the boundaries between independent invention, copying, and replication are continually being negotiated (for example, through the concept of "sampling" in music and the shifting boundary between "high" and popular art). 8 Historical treatments of copying in the fashion industry indicate that although attempts to control imitations started as early as the 1930s, such attempts were forestalled by the difficulties of determining what exactly constituted a "copy" and by the argument that "copying was and is an essential component in fashion diffusion."
9 Replication is essential in other ways as well. "Revival" styles have their essence in the copying of earlier traditions, such as the Renaissance rekindling of Classical Roman and Greek styles in sculpture, the decorative arts, and furniture; the mass imitation of Chinese ceramics by European producers starting in the sixteenth century; and the development of Victorian majolica in imitation of earlier Italian, French, and Spanish designs. 10 Copying is also an essential mechanism for evoking original experience in intangible products such as theater or digital art. 11 In some cases, copies not only are as good as the "real" item, but are considered better according to particular performance criteria such as durability, cost, or ease of replacement.
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Copying and the Manufacturing Process
Ancient manufacturing processes were of two types: glyptic (subtractive) and plastic (accretionary). Subtractive techniques were used on natural materials such as fur, feathers, wood, antler, and stone, in which human actions were a process of removal. In making a stone tool, an artisan chips or grinds away the parent material until the desired form of a chopping tool, projectile point, or stone axe is achieved. Glyptic manufacturing is a one-way reductive process, as once the parent material has been removed it cannot be reattached without making the mend highly visible. The process of manufacture would generally be undertaken by the same individual from start to finish, often incorporating a lifetime of apprenticeship and trial and error leading to the production of finished products. Although this individualized production trajectory had the capacity for idiosyncratic results, the archaeological record indicates that styles in stone tools were widely reproduced, with an emphasis on copying and replication. The resultant consistency of artifact styles is so pronounced that archaeologists often base their assessments of site chronology and cultural affiliation on the shapes and decorations of artifacts-such as pottery, ornaments, and toolsfound through surface survey and excavations.
Plastic media are highly distinct from glyptic media. Plastic media are additive as well as malleable and changeable. Many plastic media are manufactured entities whose forms are not evident in nature but are instead the result of human imagination and technological prowess. Metal, for example, rarely bears any physical resemblance to the parent raw ore from which it was smelted. Clay is transformed from a malleable state to a brittle one only when shaped and heated. Other plastic media, such as plaster, concrete, glass, ink, and polyethylene ("plastic"), are all human-developed products that result from the combination of ingredients in a chemically or thermally transformative process. Metal is smelted to a molten form; shells or limestone are slaked to make lime, to which water is added to make plaster; glass is made from a sintered mass of sand, soda, and lime. Compared to glyptic media, plastic media are a much more recent addition to the human technical repertoire, with the first usage of fired clay ca. 24,000 BC at Dolní Věstonice in the form of a female figurine; the first metal smelting in Eurasia ca. 5000 BC and in the Americas ca. 1000 BC; the first usage of glass in Egypt and Mesopotamia ca. 1500 BC; and the first usage of concrete by ca. 100 BC in the Levant.
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The use of plastic media to generate material objects has been greatly facilitated through replication technologies such as molds, woodcuts, movable type, photography, and printing (including the recent development of threedimensional printing). For some plastic media, such as liquid metal, molds are a necessary component of the manufacturing process; in other cases, molds enhance the design range of the finished product. Molds range in type from complex multipart forms for molten metals, in which the casting process is fraught with risk and physical danger from hot metal, to molds made for relatively benign and slow-setting fluid media such as clay and plaster. Molds can be used simply as holding containers for a mass of molten material meant to be transported in raw form elsewhere, or can be highly decorated as a template for a finished product that is then removed from the mold and used with little further modification. 14 Molds are an intermediate step between the artisan's acquisition and control of raw material and the creation of a finished product, in which mold making itself constitutes specialized investment and craft-making. 15 The use of molds in the production process ranges from simple forms to lengthy and elaborate preparations, depending on the shape of the mold and the type of material to be molded. The most elaborate preparations might require the bracing of multipart molds and the use of a "releasing agent" to enable the separation of the finished product from the mold (not unlike the practice of greasing and flouring a pan in the traditional cake-baking process). The concept of mold making provides not only the opportunity for repetition as an aesthetic concept but also a savings of labor, because less skilled individuals can be employed to fill and empty molds.
The idea of exact replication through molding was manifested at the same time as the development of fluid materials. In Europe, the first copper smelting appeared at the same time as the first cast copper objects, indicating the way in which the production technology and the aesthetics of finishing techniques emerged simultaneously. 16 In addition, the use of fluid media to cast objects in molds enabled the first mass production. Mold-made bread is evidenced at the workers' village of the Great Pyramid on the Giza plateau by ca. 2500 BC, where the excavator suggests it fulfilled the need to feed the larger numbers of people working on the pyramid complex. 17 Roman mold-made pottery vessels were generated at a rate of up to 29,000 finished vessels in a single firing; Roman glass molding similarly enabled rapid and repetitive production that resulted in the widespread diffusion of designs throughout the Mediterranean. 18 More recently, the development of fluid-metal casting for movable type enabled the rapid production of printed material, while plastic injection molding today enables the production of millions of identical exemplars. 19 Although highly efficient in reducing labor costs through repetition, molds are meant to be a hidden part of the production process. The relative lack of importance given to molds by producers, once the "valuable" finished items have been made, means that molds are often discarded with other waste products. Molds may be obsolete after a single use (as with lost-wax or sand casting), or may be made of a perishable material, such as wood, that disintegrates or is repurposed (including as fuel). When they are made of metal, molds may be recycled and recast when designs fall out of fashion; when molds are made of stone, they may be devolved to some use far away from the production locale, including as grinding stones, construction material, or pavement. In many cases, the best evidence for the use of molds is through the finished products, which are often found widely distributed in archaeological contexts and serve as evidence for production technologies even when the original manufacturing locale is unknown.
When multiple identical exemplars are present in a marketplace or other venue, potential consumers cannot be fooled into thinking that they are acquiring a uniquely designed or bespoke piece. As a result, the successful adoption of molds for replicative manufacture requires a shift in perception toward an acceptance and appreciation of duplicative items. Historians and anthropologists have long recognized that people's selection of objects is not the blind result of accepting what producers make, but the result of a series of choices that are conditioned by individual perceptions, economic capacities, and identity making. Davide Gualerzi describes this as a process of "social innovation" in which perceptions of individual utility and consumer acceptance of innovations are essential components of manufacturers' adoption of new techniques. 20 Discussions of the role of copying in the creation of material culture are situated within a much larger discourse on the value and use of objects. As Marina Bianchi and others have noted, economists have had difficulty understanding the affective nature of consumption and the rationale for the consumption of objects beyond those necessary for daily biological subsistence. 21 Objects are generally theorized to enable differentiation and hierarchy, as argued long ago by Thorstein Veblen and more recently by Pierre Bourdieu, as well as Mihaly Csikszentimihalyi and Eugene Rochberg-Halton. 22 The desire for copies runs counter to the notion of using material culture to achieve social distinction: why do people want to acquire something that is already in the hands of so many others? While the possession of unique objects can enable people to proclaim their individual or household distinction within a group, the possession of copies enables them to express another important form of distinction in showing the self-identified group to which an individual belongs or wishes to belong. 23 The advent of molds in particular seems to require a consumerproducer interface characterized by population growth or some other form of economic acceleration. 24 Michael J. Silverstein and Neil Fiske suggest that ubiquitous offerings can be described as "mass prestige" goods through which large numbers of people experience identity formation and group participation through consumption.
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Ancient Cities and the Social Context of Mass Production
The considerable acceleration of technology in the past five hundred years has resulted in the frequent conflation of technological changes with social ones. "Modernity" results from the dialogue between the repetitive availability of abundant goods and the artisanal turn that emphasizes individual craftmaking skill and the human touch. However, the impetus of "modernity" can be distilled not to a particular kind of technology but to the interaction between new production processes and their simultaneous effects on social organization. Thomas J. Misa and Junichi Murata have examined the entangled interlocution between technology and modernity as co-constructed phenomena, explaining that "modernity" includes both physical technologies and distinct ways of thinking. 26 They note that Francis Bacon saw the existence of printing, gunpowder, and the compass as threshold objects to modernity; Lewis Mumford identified the clock as the key development; and industrialists such as Henry Ford saw modernity as characterized by distinct thought patterns related to order, regularity, and control.
Taken as a combination of new technologies and new thought processes, one could search for a "modernist" trend in ancient times whenever there were co-constructed changes in both production technologies and social configurations that resulted in new aesthetics and new approaches to the use of material culture. 27 Where might the first "modernist" configurations therefore be found? The answer is: in the world's first cities. People first came into population configurations the size and scale of cities starting around 6,000 years ago. In cities, the increased volume of producers and consumers resulted in an acceleration of manufacturing through copying and replication. But this increased sensitivity to the power of repetition was brought into existence not merely because of the simultaneous emergence of the state; rather, the capacity for the production of duplicative exemplars preceded and outpaced the limited realm of interactions that could be carried out by the first fledgling political authorities. Cities preceded states in almost every instance, in which urban centers were nodes of commerce and interaction before they became knit together into political systems. 28 Ancient urban centers provided the opportunity for a "premodern" modernity in the sense of providing both the impetus for new production techniques and the critical mass of consumers to avail themselves of finished products. Not only did people acquire and thereby demand the increased production of new goods, but they also incorporated the aesthetics of uniformity in at least some aspects of their material identity, resulting in a visual urban culture that provided an essential baseline of shared communication necessary for maintaining mutual comprehension in densely concentrated populations. 29 The need for this harmony should not be understated; the first urban centers not only had the capacity for a positive sense of well-being and identity; they harbored the inverse through ethnic tensions and outright violence. 30 
Object Replication in Ancient India
The Indian subcontinent today comprises the diverse topography and climate zones of the modern nations of Afghanistan, Bangladesh, India, Nepal, and Pakistan. Starting in the seventh millennium BC, peoples of the region adopted plant and animal domestication along with settled village life, and engaged in long-distance trade activities. 31 Artistic expressions in this era include rock art (petroglyphs and pictographs) as well as handmade terracotta figurines at sites such as Mehrgarh. 32 These items had similar styles of form and execution that constitute evidence for shared communication on a regional scale.
By the Bronze Age, sophisticated craft traditions were well established in the subcontinent. The Indus urban culture (ca. 2600-1900 BC) sustained a distinct aesthetic that included standardized pottery shapes, engraved stone seals
The Concept of Copies 29 bearing an as-yet undeciphered script, hand-formed terracotta figurines, and distinctive long-barrel carnelian beads. Indus artifacts were distributed throughout a large portion of the western subcontinent (today Pakistan and India), as well as through the Gulf region as far as the Arabian peninsula. Within Indus cities such as Harappa, simple molds were used for copper ingot production, and wooden molds were likely to have been a component of faience manufacture. 33 However, most craft-making was instituted through processes of glyptic copying rather than the manufacture of identical items through molds.
After the decline of the Indus culture, the subcontinent was home to smallscale village societies for a thousand years until the reemergence of cities and widespread trade networks in the mid-first millennium BC, a time known as the Early Historic period. 34 The concomitant growth of Buddhism was facilitated through the spread of a shared iconography and architectural styles. Buddhist structures were covered in floral, geometric, human, and animal sculptures that were closely replicated throughout the subcontinent and beyond. 35 In addition, the rendering of the Buddha in human form starting in the first century AD resulted in a representation that even today is one of the world's most widely By the Early Historic period, artisans utilized molding as an integral component of the liquefaction/cooling process of metal manufacturing. The process of molding also made the jump from metallurgy, where it was a requisite technology, to the processing of clay, in which the choice of a mold was an elective strategy, a diffusion of technology across platforms described elsewhere by Keith Pavitt as "process innovation." 36 Clay was molded for decorative and ornamental purposes, including the manufacture of both jewelry and religious-themed terracotta plaques. Sculptures from the subcontinent illustrate that personal ornamentation was a normative part of public display and identity for both elites and non-elites in the Early Historic period ( fig. 2) . Archaeological investigations have revealed ornaments made through glyptic processes, including stone (especially agate and carnelian), marine shell, bone, and ivory. Molding of plastic media was utilized to expand the realm of ornamentation, augmenting the availability and diversity of items that were part of the quotidian material repertoire.
Why did manufacturers expand their repertoire to include molding, particularly in clay? Technological change is not always an obvious process, and the mere availability of a known technology does not automatically result in its adoption. 37 Although clay was readily available in most parts of the subcontinent, the adoption of molds by crafts-makers would have required changes in production strategies and reconceptualizations of raw materials in a number of ways. First, the presence of a mold as a negative was a new development compared with the prior use of clay only in positive form when vessels were created by hand shaping or the potter's wheel. The creation of a negative mold also meant interacting with mold manufacturers who possessed that specific skill set, whether molds were themselves made in clay or through the use of a different material such as wood.
Manufacturers would have had to organize work flows to effectively integrate relatively unskilled workers into the production process. Integrating more workers may have incurred some additional costs of management and monitoring, including attention to theft. While the sizes of finished vessels would have precluded their unsanctioned removal from a pottery yard, baked clay ornaments could easily have been pilfered by workers for their own use or for surreptitious exchange. The broad diffusion of identical finished products would have made it difficult to identify which consumers had acquired their goods through legitimate channels once the goods were in public view. 38 Finally, manufacturers potentially would have had to adjust the streams of both raw materials and waste materials to the new technologies of molding, although such technologies enabled them to create relatively high-value items from common materials, given that the amount of clay used for a pot would have represented enough raw material for several dozen ornaments.
The consumer demand for rapidly made and inexpensive ornamentation, prompted by the "fast-fashion" atmosphere of the urban milieu, provided the impetus for changes in production processes and labor organization. Through the use of molds, manufacturers were able to transform clay into entirely new shapes, a change in producer-consumer interactions that was not limited to the sartorial repertoire ( fig. 3 ). Molds were also used to make bricks in rectilinear form, which made reference to the rectilinear stone blocks utilized for construction in the region. However, the manufacture of bricks and tiles provided an entirely new scale of building material in which each individual element could be handled by a single person, unlike stone blocks, which required two or more people to lift. In molded items of all sizes, the capacity for replication was not merely a way of providing a cheap copy; it also provided the opportunity for innovations in both style and form.
Investigations at the Ancient City of Sisupalgarh
Among the most extensively studied ancient cities in the subcontinent is Sisupalgarh in eastern India. The site was first investigated through excavation in 1948, with a renewed program of surface survey, mapping, excavations, and geophysical survey starting in 2000. 39 The site has a distinctive rectilinear rampart with eight formal gateways surrounding an urban core that is more than one square kilometer in size; in addition to this rampart the site is graced with monumental architecture in the form of monolithic stone pillars and massive laterite blocks. Geophysical surveys and excavations confirm that the site was fully occupied, as seen in the remains of artifacts and architecture not only within the rampart walls but also in the adjacent exterior.
The majority of artifacts at Sisupalgarh are made of clay, a reflection of the site's location on the Daya River within the Mahanadi River delta. Tons of discarded pottery vessel fragments have been recovered in the site's habitation deposits, indicating the ease of replacement and the innovation of what might almost be termed a "disposable" material culture, given that many of the vessels seem to have been discarded with little or no use-wear. The pottery shapes are similar to those found elsewhere in the region, including types found all along the eastern coast of the subcontinent, indicating participation in regional styles of both objects and culinary practices.
Terracotta ornaments are distinctly prevalent at Sisupalgarh compared with other sites in the region, and are found in the form of bangles, earrings, finger rings, and pendants. These items have been found in all of the excavation areas, and in contexts of differential wealth ranging from substantial multiroomed domestic structures to the smallest do-it-yourself habitations. With the exception of the simplest forms of ear studs, beads, and bangles, all of the terracotta ornaments from Sisupalgarh are made from molds in which decorative patterns were embossed through the molding process. More than 1,000 different whole and fragmentary artifacts were found in the recent excavations at Sisupalgarh, forming a data set that enables us to discuss these objects within the producer-consumer dynamic of the emergent urban tradition of the late first millennium BC.
The different types of terracotta ornaments exhibit a range of molded decorations, indicating that each ornament form was subject to different grammars of novelty. Terracotta bangles measure from 3 to 18 mm wide (measured perpendicular to the wrist), with a curvature of 4-10 cm, suitable for the arms of both children and adults. Twenty-five percent of the bangles are plain and may have been made from either hand forming or molding. The remainder, which are molded, bear a limited range of designs. The most prevalent motif is a lenticular impression, found on 40 percent of the bangle fragments that are well-enough preserved to discern the presence of molded decoration ( fig. 4) . This design has also been documented in a gold ring found at the site, suggesting a continuity of styles in different media. Additional molded designs include raised dots, incised cross-hatching, rope designs, and florals. No complete bangles were recovered in the excavations, and the fragments tend to be in a relatively worn condition, as All use subject to JSTOR Terms and Conditions though they were utilized for a long time, then tossed away with other types of common refuse and hence subject to trampling and abrasion.
Terracotta ear ornaments come in a greater variety of styles and decorations than do bangles; most were designed to hang within an enlarged ear hole ( fig. 5) . Over 450 such molded ear ornaments were recovered in the excavations, of which nearly half consist of a peg shape, followed in quantity by crescents (n = 89), pulleys (n = 46), solid disks (n = 46), the asymmetrical shape known as "reel/amphora" (n = 35), annular forms with a hole in the middle of the ear spool (n = 15), and gamesman shapes (n = 10). The molded items often exhibit decorative motifs ranging from embossed concentric circles to floral and geometric designs.
Finger rings constitute the smallest category of terracotta ornaments (n = 33 exemplars). Their molded forms usually include a broad bezel on which anthropomorphic, zoomorphic, or geometric designs are impressed (figs. 6, 7). Often, however, the ring fragments are so abraded that their motifs cannot be discerned. This abrasion is likely the result of the objects' loss trajectories, such as falling off the hand or breaking in the course of daily activities inside or outside the home.
Among the terracotta ornaments from Sisupalgarh, pendants exhibit the greatest diversity of size, shape, and decoration. Terracotta pendants were never hand formed and were made utilizing only the molded technique that produced an embossed design (there were no plain pendants). The 113 pendants recovered in the excavations come in a variety of ovoid, circular, and elongated shapes ranging from 1.8 to 8.4 cm in original size. Of all the categories of terracotta ornaments, pendants appear to represent the greatest range of preservation, with some pendants in good, or even very good, condition. Designs include floral motifs (n = 34), zoomorphs (n = 19, the majority of which are elephants, bulls, and other quadrupeds), geometrics (n = 13), and anthropomorphs (n = 4). A significant number (n = 25) are circular pendants with a human head in profile, a style of pendant known as a "bulla" that is widely distributed in the Indian subcontinent in this period ( fig. 8 ). When the first such items were found, investigators cited the similarity to Roman portrait coinage as the basis upon which to interpret bullae as imitations of those coins. 40 However, the simultaneous existence of Buddhist figural sculpture, numerous portrait coins of contemporary indigenous rulers in the western subcontinent, and the distinctly Indian profile of the exemplars at sites like Sisupalgarh all indicate instead that the source of inspiration was a complex, multifaceted one.
The relatively better condition of pendants and their greater variety of designs suggest that the manufacture and use of pendants may have reflected greater selectivity and investment in curation compared with ear ornaments, bangles, and finger rings ( fig. 9) . 41 The most elaborate and largest terracotta ornament recovered in the excavations is a bull-motif pendant (fig. 10) .
Comparison of this exemplar with "ordinary" pendants suggests that some molds were more likely than others to have required greater skill in handling. In addition, the bull pendant tantalizingly suggests that very elaborate pieces devolved into simpler ones over time, as the pendant came from one of the lowest layers of the broad horizontal excavations of the households in the northern portion of the site.
Among the terracotta ornaments recovered in the seven different excavation areas at Sisupalgarh (keeping in mind that the amount of area excavated was well under 0.1 percent of the entire site area), there were rarely two objects that could have come from the same mold. 42 The scale of production of both molds and finished products, in which there was a great deal of imitation practiced among the different producers, coupled with expectations among consumers that they would be able to access a range of distinct designs in low-cost items of ornamentation, was quite robust. The rapid site-formation processes that characterize this archaeological region, in which monsoons combined with pisé architecture have resulted in compressed, recycled stratigraphic profiles, complicate the determination of a clear sequence of stylistic changes. One might expect, however, that the rapid discard of ornaments supports a model in which zoomorphs, florals, geometrics, and other patterns might have quickly gone in and out of fashion.
At Sisupalgarh, archaeological evidence reveals that the use of molding technology for clay manufacturing simultaneously appears in the form of utilitarian objects (bricks) and ornaments about midway through the site's life in the mid-fourth century BC. This transition was still under way during the time of the historical event known as the Kalinga War, in which the region was conquered by the Mauryan dynasty of the Ganges plain in the mid-third century BC. Although the archaeological evidence from Sisupalgarh cannot pinpoint any specific events of warfare, and the urban center was already undergoing economic transitions, the subsequent centuries appear to have been a time of economic growth expressed in new forms of architecture (through the use of bricks and tiles), the first use of coinage, and the widespread adoption of terracotta ornaments.
The production location for these ornaments is at present unknown. Within the rampart walls at Sisupalgarh there was no evidence for production such as the presence of durable molds or concentrations of single designs that might have been the result of stockpiling finished products by manufacturers or merchants. Furthermore, molds might have been made of perishable materials such as wood or from metal that was subsequently recycled into other forms. Although terracotta ornaments could have been made in a small kiln, the fact that clay, fuel, and water would all have had to be carried to the site from the hinterlands suggests that it is equally or more likely that production took place outside the walls and that finished products were transported into the city. The clay often is not finely prepared and has the same coarse inclusions as pottery vessels, indicating that ornament production probably was developed as a specialty within potterymaking workshops.
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The Social Context of Mass Production at Sisupalgarh
In ancient cities, replicability may have enhanced the consumption experience, with the perception of limitless supplies that could increase in tandem with demand. 44 Local producers made the leap to molds for products ranging from architectural elements (bricks) to coinage to consumer goods in the form of terracotta ornaments. Potters were also able to break the monopoly on ornamentation that had previously been held by metallurgists and carvers working in stone, marine shell, ivory, and other rare materials. At the same time, consumers made a cognitive leap to accepting identical objects and reinforcing their production through mass consumption while demanding a diversity of designs in the finished product. These actions entailed costs and benefits for both parties. Producers had to interact with specialized crafts-makers who made molds and thus were able to engage in ornament making at a new scale and with new materials. Consumers acquired "unoriginal" items, but with the benefit of gaining access to stylish new goods at a fraction of the expense of traditional stone beads or metal pendants.
The demand for comparatively inexpensive mass-produced ornaments is also seen in the phenomenon of glass beads, which began to be manufactured in the Early Historic period, though their presence is scarcely attested at Sisupalgarh. 45 It is important to note that the advent of mass-produced items such as glass beads and terracotta ornaments did not replace older traditions of glyptic craft-making in stone and shell; instead, they augmented the range and repertoire of ornamentation. As Marina Bianchi has observed, "new" goods are always "part of a system of relations which continue to be the same and make the good still understandable and recognizable to its adopters." 46 Who were the early adopters of terracotta ornaments? Researchers working on more recent time periods note that trends in the consumer adoption of material goods come from different directions. New styles may be adopted by elites and trickle down to less wealthy social strata, but evidence also exists for initial adoption by low-status or marginalized groups, with subsequent adoption by higherstatus groups as well as for the simultaneous adoption of particular goods across all socioeconomic classes. 47 Ornamentation enjoys a particular status in this regard. It can be a relatively minor acquisition that, by virtue of its function in public display, is both easily changeable and highly visible, resulting in an effect out of proportion to its cost. 48 At Sisupalgarh, terracotta ornaments of all types are found throughout the city and are not apparently associated with distinct status or ethnic groups or with particular neighborhoods. Their widespread occurrence suggests that they may have been adopted simultaneously, marking a cross-cutting "urban" identity. 49 Although urban fashions were adopted in smaller population centers, our research at sites in the region around Sisupalgarh has resulted in a much lower recovery rate of terracotta ornaments at hinterland settlements. 50 At Sisupalgarh, ornaments were recovered intermixed with ordinary domestic trash such as pottery, or found indiscriminately deposited within and among the melted debris of pisé architecture. Although there was at least one deposit that could be considered a "ceremonial" context within the rampart wall (consisting of several nestled complete bowls, a deer antler, and a gold ring), it did not contain any terracotta ornaments. Terracotta ornaments seem to have been discarded in the same way as other unwanted/used items and do not seem to have formed the basis of "collections" or curation behavior among the city's residents. 51 The only dense concentration of ornaments (n = 128 exemplars) was in an otherwise nondescript context outside of the rampart, but they were extremely abraded and hence not likely to have consisted of a merchant's stockpile or a consumer's trousseau.
Urbanism at sites such as Sisupalgarh brought with it an increase in group identity (for example, in the psychology of who lived "inside" the distinctive ramparts) and a greater range of potential employment and consumption activities. Ornaments, worn close to the skin and selectively displayed in both private and public realms, constituted a category of highly individualized items that enabled both the projection of identity and a concept of "ownership." 52 The development of a sense of property ownership in personal, portable items may have been particularly important in urban areas, where so many other aspects of life could not be wholly controlled by individuals: noise and smoke, crowds, wastewater streams, public spaces, and the behavior of one's neighbors. The fact that terracotta ornaments were surely the cheapest common denominator of consumer item, and visually as well as economically distinct from metal ornaments (with their connotations of inheritance, family wealth, and social status), resulted in an independence of materiality that could be accessed by all urban dwellers. Both producers and consumers could readily make investments in ornaments with very low switching costs, while entrepreneurship was supported from production (as mold-makers made new molds) through distribution (whether by itinerant merchants or in urban marketplaces). 53 The development of mass-produced objects indicates that the concept of "economies of scale" applied not only to the production process but to the consumption process as well, driven by new considerations of aesthetics and value in the diverse social realms of the subcontinent's emergent cities.
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